Introduction
Many consider Hokusai (1760-1849) to be possibly the most popular and significant of all Japanese artists. It is widely known that during the course of his long life he drew and published albums (or picture books -ehon) which he called Manga: "random, whimsical, or funny pictures."
3 It is widely held that these albums were the forerunners of contemporary manga -the comics or graphic novels that have become a colossal subculture with millions of fans and billions in market value. These contemporary manga are far removed from Hokusai and are more of a cheap mass culture. Thus, it is very important to closely examine Hokusai's Manga to determine, inter alia, how popular, mass-market, artistic production was constructed in his time.
In fifteen volumes containing slightly under nine hundred pages with about four thousand figures and motifs, Hokusai created, in plain words, a pictorial encyclopedia of old Japan, from gods and ancient heroes to the amorous mores of his times, from household utensils to martial arts and landscapes.
Hokusai Manga (HM) has a sacred status for connoisseurs of Japanese art, but does it truly merit this high esteem? It is a great masterpiece, indeed, but its admirers sometimes ascribe to it what is not there -using epithets such as "first" or "foremost." Under close scrutiny it appears that this seemingly well known oeuvre posits more questions than it offers ready answers. In other words, HM is a cult name, but for what exactly? This paper examines a number of questions about the work.
Let us take the authorship: it is quite feasible that the First volume has included not only
Hokusai's drawings but also those of several of his disciples. Such doubts extend beyond the individual drawings: if we look closely at the design of the pages and double-spreads, we might question whether it was Hokusai himself who composed them. In many cases, they were designed by his editors. The composition of the whole volumes should be considered, i.e. the thematic order and progression of the pages. The majority of specialists believe that there is no order in the sequence of pages at all, whereas in many cases it is possible, in my opinion, to suggest a rather strict compositional schema organized in a detailed fashion and based on subtle associations.
Second, the pragmatic purpose of HM: there are some indications that it was created as a pages of these books were used as wrapping paper for imported Japanese antiques and objects of decorative art. 4 Spotted by accident in Paris around 1856, they set the fashion for things Japanese. Today HM is usually published as an arbitrary selection of pages or a thematic selection of motifs. This adaptation makes it easier to perceive and enjoy but destroys the original integrity of the whole oeuvre.
Another interesting issue to be explored is how these books were used -for amusement during drinking parties, for respectful solitary viewing, or for study by artists as pictorial manuals and a source of subjects? There is even some doubt as to whether HM is an art object itself or possibly a collection of ideas for art.
A contextual study of the adventurous life of HM books and their physical transformations, East and West, sheds interesting new light upon the notion of the masterpiece and its post-production life. All these problems (and many others, such as the issue of Hokusai's originality versus traditionalism, or the very interesting question of how Hokusai could have known so much about so many different areas) I will discuss further.
My research consists of two main parts:
The first part is an introduction to HM studies with a historical background, an etymological analysis, and a study of the HM composition. It offers a major revision of the textual nature of this famous, yet insufficiently researched, masterpiece. The result of this work is the contextualization of HM by placing it in a broad cultural milieu and offering a new way of looking at the formal mechanisms in text-generation in pre-modern Japan. 4 Although this story might very probably be a later myth, there is a similar little known testimony about the low market and aesthetic value of HM in certain corners of Europe as late as at the turn of the 20 th century. The woodblock artist Anna Ostroumova-Lebedeva wrote in her memoirs, "In 1906 an acquaintance of mine presented me with twelve [volumes] of "Mangua" which he brought from Kiev from his relation. The latter bought them at the [peasants'] market for her children as coloring books." Ostroumova-Lebedeva, Anna. Autobiographical Notes. Leningrad: Iskusstvo, 1974 . Vols 1-2 [published in one book], pp. 274-275.
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The second part occupies the major volume of this work and consists of a detailed commentary on all the characters, figures, and motifs in HM. The current article presents a summary of the first part and samples from the second.
The necessity of the commentary is evident because, for the most part, not only are the meanings of the subjects and identities of the figures obscure to the general public, but they are also frequently not evident to specialists, Western and Japanese alike. In this respect it is good to recall Michener's observation in his Selections from the Manga: "Doubtless, only a Japanese student, and only one deeply versed in the traditions of his country and the times of Hokusai, could ever hope to identify and explain all the subjects depicted in Manga Brief Notes on Hokusai I will not retell the biography of Hokusai, as it is well known and has been studied in numerous publications. 7 Here, I touch upon only the basic facts and stress what is salient to our subject: his preparedness for working on HM.
In his introduction to the edition of One Hundred Views of Mt. Fuji (1834), Hokusai wrote:
From around the age of six, I had the habit of sketching from life. I became an artist, and from fifty on began producing works that won some reputation, but nothing I did before the age of seventy was worthy of attention. At seventy-three, I began to grasp the structures of birds and beasts, insects and fish, and of the way plants grow. If I go on trying, I will surely understand them still better by the time I am eighty-six, so that by ninety I will have penetrated to their essential nature. At one hundred, I may well have a positively divine understanding of them, while at one hundred and thirty, forty, or more I will have reached the stage where every dot and every stroke I paint will be alive. May Heaven, that grants long life, give me the chance to prove that this is no lie.
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He died at the age of 88 -on the verge of discovering the essential nature of things.
Hokusai was born in Edo to a family of small-time craftsmen, and he initially bore the name Kawamura Tokitarō 川村時太郎. At the age of four he was sent to another family where he was given the name Nakajima Tetsuzō 中島鉄蔵 and began his apprenticeship as a future engraver of metal mirrors. This provided him with skills that he was subsequently able to use to cut blocks for prints. Before he reached the age of eighteen, he had dallied with occupations such as bookstore assistant, book street peddler, and itinerant signboard and advertising artist. This early involvement with books provided him with his cultural background. In his free time he copied pictures from these books, and this practice has a direct connection to his work in HM.
At the age of eighteen Hokusai entered the studio of one of leading masters of ukiyo-e prints, Katsukawa Shunshō 勝川 春章 (1726-1792) and was given the artistic name Shunrō 春 朗. After the death of the master, he fell out with Shunshō's heir, Shunkō 春好 , and was expelled from the Katsukawa School. For some time he studied classical painting with the Kanō Nevertheless, the signed albums of both Bokusen and Hokuun differ in an obvious way from the drawings in HM. At the same time, the majority of drawings there -whether scrupulously finished or sketchy and abbreviated -betray Hokusai's own hand.
Thus, the idea of one great night should be abandoned. Hokusai stayed in Nagoya for several days, and there may have been more than one drawing party. As Hokusai's journey lasted a few months, he accumulated a huge quantity of all kinds of sketches -from street scenes and landscapes to depictions of animals and birds. In the world's museums hundreds of his drawings, made on scraps of paper of various sizes and forms and pasted on album pages, can be found. It is more than feasible that, in Bokusen's studio, Hokusai not only drew but also demonstrated his road sketches. Before his departure he left them to his local admirers. After two years they were organized into a compact volume.
How the Volumes of Hokusai Manga Were Made
How was this first HM prepared? Having secured the support of the publisher Eirakuya Tōshirō 永楽屋東四郎 (perhaps through his direct initiative, as publishers were actively building up their stock), two artists -Bokusen and Hokuun -selected the required number of drawings to fill the traditional volume of thirty double pages, in other words sixty pages minus two pages for the introductory text. To do this, they first had to compose the pages. Hokusai drew many little drawings on scraps of paper of various forms and sizes which later were organized by his editors to make a page -like a collage. To create a page or a double spread in HM, it was necessary to assemble, according to a certain system, images from different sheets -uniting disparate sketches or, conversely, cutting the sheets with various scenes. To make a draft of a page, they created a preparatory drawing on tracing paper, which had been placed over the original. It was possible to execute several transparent sheets for a single page, each one more and more detailed.
After that came the final contour drawing (hanshita) which was used for the preparation of the woodblock. The hanshita was glued to the board face down and was cut through during the process of engraving. To make the original sketches fit the page, the artists could redraw them to scale to make them smaller or larger. Finally, the prepared pages (or double spreads, as two pages were cut on one block) were put in sequence to make a composition. The principles of the organization of the volume's composition will be examined below. Now let us try to answer the following question: who carried out all these preparations? What was the role of Hokusai compared to his disciples-cum-editors and his publisher? It is impossible to give a definite answer about each page and even about each volume; however, it is clear that the greater part of the post-production and the preparation of the sketches was carried out by Hokusai's students.
He may have supervised the work or suggested the general scheme, but the huge and as yet unacknowledged role in the forming of HM was played by Hokusai's editors and compilers. The leading position in this process belonged most probably to Gekkōtei Bokusen 月光亭墨僊 (1775-1824), a mature artist who had already studied with Utamaro but turned enthusiastically for his tutoring to Hokusai. Judging by the fact that in Nagoya the entire artistic society gathered at his house to celebrate Hokusai's arrival, he was a well-to-do man. Moreover, we should not forget that he had already published a few picture books of his own that bore some similarities to HM. Jack Hillier wrote about the importance of Bokusen: "The Nagoya artist Gekkōtei Bokusen played, probably, the key role in preparing Hokusai's sketches to the publication as a book." In Edo, the preparatory work was carried out for the most part in the studio of Hokkei.
The permanent publishers of the volumes from the Second to the Tenth in Edo were Kakumaruya Jinsuke, Hanabusaya Eikichi and Takegawa Tōbei, who joined Kakumaruya for volumes II, IV-X. Volumes XI-XIII were published by Eirakuya only, and the Fourteenth was made in Edo by Izumiya Ichibei. The Fifteenth and final volume was published in Nagoya by
Katano Tōshirō (the son of the original publisher Eirakuya Tōshirō).
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The Term Manga
These days, when they speak of manga, people usually mean thick volumes of comics or graphic novels for (often young) adult audiences. This kind of picture book appeared at the end of the Meiji era in Japan and gained enormous popularity in the following decades when it worked out its own themes (sentimental juvenile love affairs or brutal adventures), style (black-and-white precisely drafted figures with a minimum of background and with dialogue texts in bubbles), and poetics (dynamic action; combination of general views with large fragments in their own frames on one page, etc.) This modern manga can be only partially linked with the manga of Hokusai's times. To a substantial degree, the new manga is also the fruit of familiarity with Western magazine cartoons.
When Hokusai titled the first issue of his manga "Hokusai Manga," this word was rare enough, and the colossal success of this and the following volumes precipitated imitations in the genre and in the usage of the word "manga" itself. Since those times, and up to the present day,
Hokusai is often called the progenitor of manga -and by "manga," both contemporary comics and certain picture books of his era are meant. 11 Neither assertion is entirely correct. Hokusai was not the first to create such books and was not even the first to use the word in a book title.
We now discuss the history of the term "manga" in more detail.
Hanshū Sanjin, the author of the Introduction to the First volume, wrote that Hokusai himself, when asked what he would like to call the book, answered: Manga. Usually, it is translated as "random pictures." (There is also a popular rendering as Hokusai Sketchbooks, but HM are far more than just sketches.) The dictionary entry for the character man 漫 gives the meaning "random, not organized," but in the case of HM it is incorrect, for the pictures in HM are not random and disjointed; they are organized in a certain way into a coherent compositional entity; see the discussion below. For now, it is important to say that, thematically, the content of However, the semantic area of the character man includes meanings such as "any, various, irregular, not in order, random, curious, caricaturistic, humorous, or motley." Thus, it presumes a certain core of free sketchiness, the grotesque, and humor. There are chapters in HM bearing titles such as "comic (or crazy) pictures" (kyōga 狂画) or "sketchy (abbreviated) pictures" 14 (ryakuga 略画). These terms as well as similar ones -"sketchy (abbreviated) brush" (ryakuhitsu 略筆), "running brush" (sōhitsu 走筆), "crude pictures" (soga 粗画), "mischievous pictures"
(giga 戯画) and a dozen of others -were known years before Hokusai. They were often used in the titles of books. The word manga factually combines all these terms in an all-embracing one, similar to how the encyclopedic omnitude of HM formed a synthesis of numerous picture books of his forerunners and contemporaries. Nevertheless, he was not the first to use this word.
By some surprising historical fortuity, in 1814 the same year the First volume of HM was published, another picture book with the word "manga" in its title appeared. Here, the wordplay is based on the polysemantic meaning of the words manga and decent. In one sense we can say, "although these pictures are called grotesque, they are pretty truthful," and in another we can say "although they are called rude pictures, they are not so improper." 13 Judging by this, pictures known as manga had been known at least since the 1780s (Senryū died in 1790).
In 1798 the word manga was used by the renowned writer Santō Kyōden 山東京伝 in the 
The Volume Titles of Hokusai Manga

Ill. 4. The title of the First
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In other words, "the transmission of the essence" was understood as capturing a certain spiritual wave emanating from an object and its fixation by the artist in his material representation (thus being perceptible to a spectator as an emanation from the artist's work.)
Hence, in his wording, Hanshū Sanjin connected Hokusai to the thousand-year-old venerated traditions of the spirited Chinese artists and poets.
At the end of his Introduction, Hanshū Sanjin used the combination of kaishū (lit.
"opened hand") in the sentence where he said that those who wish to master truthful drawing should use this kaishū. This binôme is found only in a very specific usage in the art of karate ("the mode of the open hand"); its usage in the meaning "a manual" is not known in dictionaries.
Because of this, the editors who issued a modern edition of HM explained this expression as nyūmonhen 入門編 ("introductory handbook"). But the genre of HM does not look like a manual for novice artists (the genre specificity will be discussed later As a result of all these meanings, the felicitous find of Hanshū Sanjin was transferred to the wrapping of the book in the form of an aphorism engraved on a seal. Perhaps it was done at the last moment, as the style of the engraving is rather crude. In the following editions, the cover wrappings bear impressions of different, better seals with the same text. Thus, the expression
Denshin kaishū became a part of the title of HM and found its way onto the daisen and later to bibliographic descriptions as a sur-title.
Genres of Picture Books before Hokusai
It is important to know the history of the term manga but no less important to place HM in the context of picture books by Hokusai's predecessors even if their books did not have the word manga in their titles. To this end we can mark out four main groups:
1. Books with drawings of comic subjects or grotesque characters.
2. Collections of classical subjects and iconographic samples, which often served as reference books for young artists.
3. Manuals of drawing of various content.
Illustrated dictionaries and thematic compilations.
The first group is significant not only for HM but for all manga of the 20 th century. Its history, according to Shimizu Isao, "is still not known well enough for the broad audience in Japan."
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Shimizu brings the beginning of the comic manga to the early 18 th century -the books of caricatures (toba-e 鳥羽絵) that have a remote ancestor in Chōjū giga 鳥獣戯画, the famous hand scroll of the 12 th century of animals frolicking, attributed to Toba Sojō 鳥羽 僧正. (See ill. 5 and 6).
Ill. 6. Hokusai Manga, IV-4l.
Besides toba-e, numerous picture books in the genres kyōga, giga and ryakuga belong to this first group. Hokusai produced "comic (or crazy)
pictures" (kyōga) himself, and his disciples were The latter was especially popular in Japan, and his influence on Hokusai will be discussed later.
We should also mention 
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Chinese painting -both in compositions and in technique. It was especially popular amongst the artists of the Nanga School. Subsequently it yielded its popularity to The Mustard Seed Garden.
On top of this, another Chinese book gained popularity in Japan: Liexian quanzhuan (Jap. The "book of samples" (rimpon 臨本) can also be translated as a "book for copying." It was a generic name for teaching aids for art students -for example, The Manual of the Mustard Seed
Ressen zenden 列仙全伝,
Garden was defined by this word but, as we will see later, HM can by no means be reduced to Perhaps the best definition of HM would be "a pictorial encyclopedia of Japanese life". It includes images from the ancient mythology and religions of China and Japan, historical tales and narratives, literary stories, geography, crafts and occupations, mores, humor and games, and the worlds of plants and beasts. In its breadth HM is simply unique.
With the abundance of predecessors to HM -iconographic compendia, manuals for Virtually all scholars who wrote about HM described it as something great but totally disorganized. Here is a selection of typical expressions: "avalanche de dessins" (Edmond de Goncourt), 35 "a debauch of sketches" (Ernest Fenollosa), 36 "cyclonic pages" (James Michener), 82-2) calls it amaryū, which is hardly correct. It is a quite common depiction of a dragon-lizard which in reality goes back to an alligator common to the Yangzi river (Lat. Alligator sinensis).
Although a daryū was connected to the rain, as were all water creatures, the principal rain dragon amaryū 雨竜 is a little dragon below the ōryū. He was in charge of sending or stopping the rains.
He could be depicted coiling around a double-edged sword as Kurikara Fudō (see HM-XIII-2l) 31 or as Ama Kurikara because, according to tradition, such a sword belonged to the Shingon School founder Kūkai and could draw rain.
The boa (蚺蛇 ) at the bottom is not easy to identify. In modern Japanese texts it is rendered as "■蛇 (■＝虫＋冉)" for the absence of the character 蚺. This beast was mentioned in
Shanhaijing and was called ranshe (J. zenja). Hokusai probably knew it via Wakan Sansai Zue.
In China ranshe was connected with bashe 巴蛇. Bencao Ganmu 本草綱目, 1578
(Compendium of Materia Medica) in its entry on ranshe refers to it as the bashe of Shanhaijing.
The dictionary Zhengzi tong 正字通 (1671) says that ranshe is the same as bashe. According to Shanhaijing (Haineinanjing, ch. 10), this snake subsists on elephants, which it swallows whole once every three years. After three years it disgorges the undigested bones (which could be used for medicines). The Guo Pu commentary relates bashe to ranshe and says that the bones come out through the monster's scales. Shanhaijing says that bashe are green, yellow, red, or black.
This is possibly why its relative ranshe was called nishikihemi in Japan: Minakata Kuwasugu, in an article in Minzoku Gaku (1928, October), explains the origin of the word nishikihemi differently, suggesting that it came from 冉 (ya -red color).
According to Sōzan Chomon Kishū 想山著聞奇集 (1849), in the Middle Ages in Japan this ranshe/zenja monster was called wohohemi ヲホヘミ (modern ōhemi), (capable of changing its appearance), or shikakuihemi (deer-eating snake). But the gloss Hokusai wrote reads uwabami, which was the word for giant anacondas and pythons. Sōzan Chomon Kishū pointed out that zenja/nishikihemi could not be called uwabami, which Hokusai evidently did not know or did not accept. Still, it is clear that Hokusai did not mean a simple anaconda uwabami but a mythological monster ranshe/zenja, appropriate on a page with dragons. He also used the word uwabami meaning the monster in his print with Wada no Heida Tanenaga on the subject from Azuma Kagami.
XII-24r
This is from a cluster of several pages with puns and double entendres based on proverbs (kotowaza) and sayings.
In the upper part, a skinny and almost But this is not the principal point. A drum and a fan suggest that this is a beggar performing a comic sketch. The word for "beggar" is komokaburi 薦被り, literally "clad with a straw mat."
(And rather than a mawashi, the figure wears this straw, small apron-cum-loincloth.)
An alternative meaning of komokaburi is "a cask wrapped in a straw mat", which directs us to the lower part of the drawing: a mortar wrapped in a straw mat. The caption reads tachiusu ni komo wo maku 立臼に薦を巻く reads exactly like this: "The mortar wrapped in a straw mat."
This should be understood not verbatim but as a jocular saying about a short fat woman wearing a wide obi sash. The two seemingly so different scenes are united by the similar expressions.
Their affinity is based on a double contrast. Firstly, there is a thin man and a plump woman, and secondly, a cask in a straw mat is hinted through the picture of a man whereas a woman is hinted at by the drawing of a mortar in a straw mat. There is a short plump woman with an undone obi is shown in the right half of this double page.
